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Thurs. May 22nd. 


+ Woulin Rouge (USA '52)J.Huston Embassy 
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PREVIEWS 


Sawdust and Tinsel (Sweden 1953, Ingmar Bergman; 4G. Bjornstrand, 
H. Andersson). 

Undoubtedly Bergman's early best, it displays his pet obsessions 
of that time with remarkable clarity and cinematic aplomb. A circus 
setting for a pessimistic morality play, it is perhaps Bergman's gift 
to Fellini- but it is his in his ow right and appears even in Hour 
of the Wolf as von Sydow's degraded artist whose make-up resembles a 
clow's. The circus is an image open to multiple interpretations but 
clearly there is something lasting about Bergman's treatment of his 
archetypes. The simplicity or "spontaneous inspiration” of this 
early film may be lost as Bergman himself continually re-examines the 
successively wider contexts of the primary subjects he deals with, 
with deeper, more involved and more remote insight - yet those sub- 
jects remain constant, by and large, and here they can clearly be 
seen, ‘This film...is one of those rare works that continue to grow 
+0 live with the spectator". 
(U. of S. Film Soc., May 7th) G.H. 


cee ee teerree  OL C S 


Never Strike A “foman Rven With A Flower (CSR 1966) Z.Podskalisxy 
ga aeneer ary 
“People say that I am an admirer of Rene Clair. [I don't deny 

this. He is my unparalleled model - whether in 'The Ghost Goes West", 
"the Roofs of Paris" or in the film "I Married A Witch’ - that is to 
say, in his mental view of life. He discovered (like other directors 
at the présent time) that films cannot exist without viewers. A 
novel can be read a hundred years after it was written, but people 
Will not go to see a film that is a hundred years old... it's medium 
of expression is what exists at the time it is produced - and that 
grows old after ten years. Why, for instance, cinema verite, when 
every person of average intelligence can see truth as it is with his 
own eyes. He does not need the camera for this. What interests 
him most in films is invention, fantasy, stylization... Contrary to 
poetry, films are often boring because of their concreteness, because 
they do not allow scope for the exercise of the imagination on the 
part of the viewers. I gave up reality this time - in the prepar- 
ation of "Never Strike A Woman Even With A Flower" - and my new 
comedy is utterly invented. It is concerned with the difficulties of 
a man who is loved by too many women, which naturally happens very 
seldom in reality... The hero of the film is a kind of Don Juan in 
reverse. His misfortune is that he is unable to offend a woman or 
push her aside. Nature has not bequeathed him the ability to refuse 
-a woman anything let alone quarrel with her and part." 

(BFT May 8th) — 7.Poaskalsky (BPT Programme ) 


Joan of Arc (Ttaly 4954) R. Rossellini: Ingrid Bergman 

TT ..gesture, physical movement constitute for Rossellini the 
esSence of human reality. His universe is one of pure acts, in- 
significant in themselves, put preparing one after the other the 
sudden revelation of their meaning. %o other director has been able 
to portray events with such perfect transparence, where nothing is 
visible except the essence of the event. His art consists in giving 
the facts their most dense and at the same time most elegant form. 

t 
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Not necessarily always the most gracious one, but definitely the 
most direct and trenchant one. With Rossellini, neo-realism has in 
a natural way found the style and the means of abstraction. To 
respect reality does not mean to cling to appearances, on the con- 
trary, it means to strip them of all that is not essential, and to 
arrive at a totality which is simplicity". André Bazin 
Curzon May 8th 


Ivan The Terrible Pt. 2, (USSR 1945) S. Eisenstein 


Bisenstein's last, unfinished, work was suppressed by Stalin for 
10 years and not released until the late "50's. By this time his 
technique might have seemed dated, especially the tentative, experi- 
mental, colour sequences. Yet the classic composition, and sensitive 
cutting make it dateless. 

Ivan The Terrible, first Czar of all the Russias is shown as a 
strong man with resolution enough to unify Russia against her enemies. 
He is hampered by the machinations of the court nobles, the Boyars. 
They are aided by the only man Tvan believed he ean trust — arch-= 
bishop Peter ~ his childhood friend. 

Behind the theatrical, formalised, gsuestures, postures, ex- 
pression and speech delivery, Bisenstein places a rich, tapistry-like, 
setting. The symbolised leadership are seen against the byzantinian 
background which reflects their underlying feudal passions. : 

Ivan is shown as the great saviour of his country surrounded by 
enemies. Despite 3talin's ban, the film is basically apologetic of 


iS) a j i ° = G o « <a P . . 
eet So (Curzon May 9th, 11pm) ahaa Olea 
Something Different (CSR 1962) V. Chytilova 


is the parallel story of two women, one a famous athlete preparing 
herself for an Olympic contest, the other a bored housewife, out for 
a more exciting time with a younger man. The film seems to be say- 
ing that life is difficult, whether you've got a purpose or not. 
The despair of the one, and the triumph of the other are balanced in 
such a way that we are free to make up our minds whose life is worth 
more, even if such value could be assessed. This is quite an achieve- 
ment, in view of the fact that on the surface the choice seems so 
clear. But we are shown the toil, the unhappiness and the depriva- 
tions of the athlete in such detail, that her success forbids any 
patronizing applause. Instead we wonder whethsr it: is worth it, even 
if the women herself doesn't doubt it. On another level, it's the 
story of two women, both strugglins for freedom, for assertion in a 
society dominated by men - one attempts it by meeting the men on their 
ground - strength, endurance, physical hardship; the other by try- 
ing to live her femininity - making herself an object of physical 
desire. Needless to say, the price they both pay is high. ; 


TLE. 
(BFT May 9th) | 
Birth of a Nation (USA 1915) D.%. Griffith 


Something Different, which was shown on BBC 2 some months AZO > 


Made from a best selling novel "The Kleansman", Griffith's film 
is an encapsulation of the myths about the American Civil War and 
Reconstruction still hanging around in "Old South" circles. The 
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story of Southern Gentlemen fighting and losing the warn, then - 
having to form the Ku Klux Klan to protect their women from gangs 
of power crazed negros, produced a storm of protest even in 1915. 
Griffith's motivations in making the film were not at all simple 
and his veaction;t9 protest was to make "Tntolerance”. 
-Nevertheless, although the message of this film say well be 
repugnant, it- deserves seeing as although it may not describe the 
birth of a nation,:it.certainly does herald the birth of thé 
American cinema... Griffith, the first great director invented al- 
most. single handed the film as we Mow it with its repertoire of 
closeups, two-shots, long shots, etc, connected by editing into 


a coherent whole. -: | (B.Comb. May 10/11 th 41.15) Ged. 
Josef Kilian (Czech 1963) P. Juracek & J. Schmidt. 


One. of the few. films T have walked out of - Josef Kilian is a 
prime example of an excellent film ruined visually... A satire on 
bureaucracy it certainly is, basically. However, it achieved neither 
humour nor bite. The comic sequences are prolonged to boredom (thus, 
when our hero hires a cat from the ecat-hire shop, this idea, funny as 
it is for a few seconds, is played to the bitter end; a Sharper 
cutting technique would have terminated the sketch at the correct, 
earlier moment). 

A forceful satirical work must sustain the general argument but 
Juracek and Schmict present a patchwork of un-funny sketches cutting 


from one to another with no hint of a connection. These jumpy cuts, 
combined with their slower fingers on the tedious bits, lend a 
general impression of slackness. Pode 


; (BFT May 10th) 

The Party and the Guests (Czech 1965) Jan Memec: dan Klusak; Evald 
; Schorm. | 

The term "Son of Kafka’ has been applied many times by critics 
to individual directors during the apparent Czech cinema renaissance. 
Of all the directors included in that phenomenon, Nemec is the one 
who would qualify most aptly, with his staccato directorial style, 
and. familiar allegorical fables. He is the best of the New Wave 
directors, because of his individuality, and because he has steered 
well clear of the cinema-verité banalities that infect the work of 
directors like Forman and Passer. 

"The Party and the Guests" was banned for a short while by the 
Soviet authorities in Czechoslovakia, and at first sight might appear 
as a direct political allegory. Tt is, in fact, a much more univer- 
sal film, in its condemmation of that aspéct of human nature that 
encourages survival at all costs and consequently servility, shot 
with alarming detachment. It is no coincidence that the guest who 
refuses to conform to the absurd charades of the lakeside banquet. 
is played by Evald Schorm. Another Czech director whose movie 
“Every Day Courage” was also banned for export. The. last image of 
KMemec's film is the most haunting: the sereen goes dark as candles 
are ‘snuffed out, and over the blackness comes the Snarling of 
tracker dogs. > rs F ed 


(BFT May 10th 17 pm) 
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The Battleship Potemkin ees ea S. Eisenstein 
Alexander Nevsky UsSR 1938 3. Hisenstein. 


One day soon a festival of revolutionary films will ve organised 
by genuine revolutionaries instead of hairy intellectual onanists of 
the type seen at the BFT Saturday late programmes. 

Cné of the sessions at such a festival Might well consist of a 
screening and discussion of Sisenstein's three films on the Russian 
Revolution, “trike (1924) Potemkin (1925) and October (4927). In 
some way four threads would have to be draw together in the dis- 
cussion, the experience of the Russian masses in the years 1905-17, 
their experience in the period 1924-27 with the Civil Var won but 
World revolution defeated, Hisenstein's own wayward genius, and the 
lessons for film makers of the present day. 

fn such a discussion it might well transpire that "Potemkin", 
although by far thé most easily accessible and wellknown work, is in 
fact the slightest. Still, no-one could fail to respond to the 
struggle of the sailors of the "Potemkin" or to shudder at the cola 
brutality of the Odessa Steps massacre. 

The theory of 'photo-montage’ developed by Eisenstein and 
Pudovkin is show to its best advantage in a fairly underdeveloped 
form. The logical extension of this form in ‘October’ seems vather 
mannered to a generation brought up in the tradition of Griffith ana 
Hollywood's editing technique. 

"Alexander Nevsky" might be shown in the same festival as an 
example of the sad degeneration of Eisenstein's vision in the years 
of the great purges. The same masterly technique is harnessed to 
the job of vulgar nationalist propaganda, the broader vision is lost, 
or perhaps fitfully present in the persons of two foot soldiers. The 
film is still well worth seeing, however, if only to compare the 
famous'battle on ice'sequence with the hash up made by Ken Russell 
in his intentional homage in ‘'Billion Dollar Brain’. Gaals 
(Wevsky:Curzon May 10th 17pm; Potemkin:UoS May 21st 
The Way To The Stars (G.B. 1945) Al Asquith: . Howard. 


Any historical analysis of the cinema in Britain will have to 
take into account the crushing effect of the 3econd World War on film- 
makers. Before the war the intellectual venguarc of the British 
Cinema was made up of a group of film makers, leftist in political 
outlook, who weré concerned with documentary portrayal of life in 
Britain in the 30's. The War left these film makers confused and non- 
plussecd. The huseé wash to patriotic sentiment of the early O's 
could be assimilated by them into ‘populist’ documents like “London 
Can Take Tt" (Harry Watt 1940), but lacking any consistent ideo- 
logical stance, the group that had show such promise fell apart. 

Of its most promiscury directors Watt literally drifted away to make 
a few films abroad; Grierson fell silent aid Jennings made few 
films after 1945. 

At thé same time, the necessity for promulgating militant nat- 
jonalist sentiment on film called to-the front are a new school of 
directors, conservative and traditionalist in ideology. Of these, 
Anthony, Asquith, director of "The ‘ay to the Stars" is prominent. 

When all is said and done, "The Vay to the Stars" is a pretty sickly 
death-laden film. Telling the story of an Z3nglish air base in 
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1940-5 an? its inhabitants, English fighter pilots and American 
bombers, the film is a perfect compilation of "Official" attitudes 
to the.warn,: with the fighting being done by British "Officers and 
Gentlemen" coming into mild conflict with U.3. "rough diamonds" who 
soon get to understand the values of the civilisation they are fight- 
ing for - cramoets and tea at the Vicarage and tall chaste upperciass 
English blondes called Cynthia. Meedless to say the people who in 
real life did the fighting appear only as funny servants (or their 
military. equivalent, airforce ground ‘erew). 

This film is required viewing for an uncerstanding of the mess 
the British Cinema is now in. G.d> 

(Curzon May 70th) 

The Magnificent Seven (USA 1960) J. Sturges 


This film is a remake of Kurosawa's Seven Samurai with a similar 
plot of seven skilled fighters defending a small village against 
pandits for virtually no reward. Tneidental to the main story are 
several delightful sequences, each a classic on its ow; TOP 
example, the early shots where Steve weQueen and Yul Brynner run the 
gauntlet of a small tom's white population to bury a black man in 
their cemetery. Amongst a star-studded cast, Robert Vaughan turns 
in an untype-cast (judging by later performances) role as an un- 


nerved gunfighter. (poyorks May 11th-17th) eee 
Blackmail (G.B. 1929) A. Hitchcock. 


Hitcheock's first sound film, with the new invention used to 
produce starting effects. Tt tells the story of a givd.wio Kills a 
man in self-defence, and is then blackmailed by a hoodlum who 
posesses an incriminating piece of evidence. The girl's fiancé(to 
make things a little more complicated) is a policeman who event- 
ually hunts the pDlackmailer down on top of the British Museum. 
Thematically, Blackmail foreshadows the later ‘transference of guilt! 
films, with the blackmailer as the girl's conscience in material 
form, Hitcheock apparently wanted a very black ending with the 
policeman having to arrest his own fiancée, “but the producers 

j it Ww 1 : ing t way" . Teme 
claimed it was too depressing that way (BFT May 13th) Pee 


Le Feu Follet (France 1963) L. "alle; M. Ronet, J. Moreau 


Malle's career as a director has been very uneven. After an 
excellent thriller (Lift to the Scaffold), and a highly romantic 
piece about a society woman Giscovering the simple life ‘with a student 
(Les Amants), he made Zazie dans _ le wétro (recently shown on T.Y.);, 
an ‘experimental’ film with very Little experiment and a lot of nos~ 
talgia, and finally the Bardot-Moreau spectacular Viva Maria. - Al- 
together, Malle is more of an ‘amateur’ than an ‘auteur’. 

Le Feu Follet, after the book by Drieu la Rochelle, is to my 
mind his most sustained and personal work. A playboy’ with artistic 
aspirations decides to commit suicide, having seen the sterility md 
pointlessness of his existence. He vays a last visit to his friends, 
more to confirm his nihilistic conviction than in the hope of find- 
ing anything worth living for. Rather heavy on the philosophical 
side, with shades of Gide's ‘acte gratuit’ and the Camusean "absurde', - 


“le 


the film sticks rather too closely to its hero. Although there seems 
to be an attempt on the part of Malle to use -the finality of his 
hero's decision as a reference point, from which to review the 
possibilities of a meaningful existence in our society, this isn't 
followed through with any consequence. Unfortunately Malle does not 
evade the more obvious pitfalls of this kind of enterprise, and the 
film is unpleasantly indulgent, while rather too Smug in dismissing 
the petty existence of ths friends, contrived as they are to serve as 
representatives of bourgeois life. The Jeanne Moreau character 
should have been developed with a little more depth, and t must say, 
YT found the heavy verbal symbolism ("When T touch you" Alain remarks 
to his mistress, "I feel nothing — and yet you are life") positively 
unhelpful, while the idea of suicide as a heroic act, difficult 
enough to accept in literature, becomes utterly unconvincing in the 
cinema. 

@ of Sussex Film Soc. May 41l:th) PS Bi 


td 


Blind Date (G.B. 1959) J. Losey: H. Kruger, M. Presle, S. Baker, 


A seript, studded with improbabilities, contrivances and melo- 
dramatic situations is transformed by Losey's mise-en-scene into a 
complex and rewardingly rich exploration of characters and relation- 
ships. A young Dutch painter living in London is drawn into a 
sordid murder of a call-girl, while the inspector charged with the 
case has to fight on two fronts to discover the truth. Tn the rel- 
ation between the painter and the inspector, Losey investigates the 
various Ways in which class-consciousneéss, personal aspirations, 
social pressures are inextricably woven not only into the perception 
of truth and reality, but into the very values by which we live, such 
as love or integrity. 

The precariousness of objectivity, especially that of the artist 
seemingly outside society and its strictures, is remarkably conveyed, 
by making the artist-painter who claims to see so much more deeply 
into things the chief victim of the worst kinds of deception about 
the world. Tt is a film about the conereteness of truth, about the 
djaletic of one's responses to life and one's awareness of it. Ben- 
eath its cynical plot Blind Date affirms - rather more optimistically 
than later Losey films ~ the positive quality of interdependence bet- 
ween the individual and his environment, and the necessity of living 
in and through society for the realization of one’s freedom. 

(Curzon May 14th) f.3. 


So Close To Life (Sweden 1958) I. Bergman: I. Thulin, E. Dahlbeck. 

Childbirth has always been an act pregnant with symbolic signif- 
icance in Bergman's films. Children symbolize the ever-renewed 
certainty that life goes on, however meaningless it might have become 
for the individual. And the body of the dead ehild lying on the 
ground outside the burning house in Shane, Bergman's latest, is only 
the most obvious example of at least two gozen occasions in his work 
where a child is made to epitomize the moral tenor of the film, both 
positive and negative. 

In 50 Close To Life, sterility, miscarriage and abortion become 
the overt signs of a pervasive social malaise, as it affects the 
couple and the family. In Bergman's films, women are the most ex- 
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posed victims of our society, yet at the same time they register 
most sensitively the social disorders to come. As the bearer of 
life, a woman's attitude to her pregnancy is of metaphysical sig- 
nificance, and in his early films, Bergman endows his women with 
the only redemptive faculty given to man. They are the great oppo- 
nents of solitude, death and dissolution. 

Indeed, the birth of a child expresses in So Glose To Life the 
conerete hope that life still has a meaning and a purpose, even where 
fulfilling marital relationships or love seem no longer possible. 

The film might well be seén as an emotionally very loaded polemic 
against birth-control. The film is a good example of Bergman's early 
Gidactic style. ; 

(Curzon May 16th) TEs 


Au Hazard Balthazar (France 1965) Robert Bresson 


The life of a donkey as the narrative thread that connects the 
fates of a handful of people whose impossibility to live human lives 
is mirrored ironically in the calvary of the animal. Bresson gives 
us the picture of a damned world, where people are not so much evil, 
but so blunted in their responses, sO corrupt in their actions that 
any notion of guilt, and hence of awareness has disappeared. 7 
Bresson's image of the modern world is one of total stasis, where 
change méans simply degradation. The auest for freedom becomes greed 
in the old, and delinquency in the young. All the characters are 
obsessed with domination, which has corrupted the very core of their 
humanity, making any form of love, any show of affection, any act of 
kindness a mockery, turning it into lust, posessiveness or patron-— 
iging condescension. 

Despite its theological tone, this is a very unméetaphysical 
film, and the expulsion of man from paradise is precisely located: it 
starts whenever man considers his fellow beings as objects, as means 
of posession, and when their value is assessed in terms of their 
utility. From that point onward, Bresson asserts, no conmunication 
is possible any more, and all human potential for happiness, fulfil- 
ment and love is doomed to wither away like a plant cut off at its © 
root. 

This is a great film - thematically and artistically, and def-+ 
initely Bresson's finest achievement to date. 


(Curzon May 16th 11pm) Toe 
Golddigger of 1933 (USA 1933) 5B. Berkeley; Ginger Rogers 


Busby Berkeley's choreography shines out in many mediocre films. 
Fe uses daring and unusual costumes and sets, and manages to contrive 
arts out of geometrical precision. He doés this by a constantly 
moving camera and by trick effects. Within his musical sequences 
there aré two movements - that of the dancers and singers, and that 
of the camera (usually tacking along or through the chorus line). 
A line of legs opening like petals or joining a graceful 
for a camera moving through. As Berkeley says, “instead of using a 
dozen girls as others do, * prefer to use forth-eight or sixty". 
Tn long shots the total production appears precise, geometrical and 
impersonal. In the close-ups the individual grade and beauty are 
shown. Pod. 
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Mr. Deeds Goes To Town (USA 1936) Frank Capras G. Cooper 


Gary Cooper as a country bumpkin who suddenly finds himself a 
millionaire in the greedy schéming, dishonest and merciless world 
of New York. Capra's famous satire on American wealth and American 
morality. But the sentimental view which Capra takes (embodied in 
the development of Babe Bennet, at first the cynical journalist, she 
comes to see in Cooper's naive, incorruptible goodness the ‘true’ 
values of life) vitiates a good deal of the satirical effect. By 
showing that the country folks can be just as clever, efficient md 
even hard-nosed as the city cynics, without as much as a scratch on 
their moral perfection, Capra restores his audience's good conscience. 
On the other hand, one often has the feeling that Capra doesn't take 
his own satire seriously, so that the myth he is propagating is 
occasionally undercut by Pure farce. - A classic American come dy 


of the “ew Deal era, (BBO 7 May 18th) ae 


Gallows High (USA47) Jacques Tourneur: Robert Mitchum 


™ 


b 


Build } 


Jacques Tourneur is much more generally known for his work in 
the horror génre with Val Iewton (e.g. Cat People):: he has however, 
shot some sharp, underestimated pictures in both the western and the 
thriller genres (e.g. Great Day in the Morning, Berlin =xpress, Vay 
of a Gaucho). Build My Gallows High is much reminiscent of Racsul 
Walsh's High Sierra: in both pictures, the hero is genuinely tragic 
in that he pursues a course deliberately in full knowledge of what 
appear inevitable consequences. There are two clear aspects of the 
nero, on the one hance orawing him back into his underworld past, and 
on the other drawing hin away into security. Tourneur emphasizes the 
antithesis by brilliant use of location: (garage, lake, countryside/ 
the big city), and through the two girls that the hero encounters in 
the picture, the one, Cathy, belongs to is a direct evocation of his. 
past, beautiful, treacherous. The other, Jene, represents all half 
of him wishes for, security, peace of mind. _ 

An extraordinary picture, brilliantly shot and acted,. and abso- 
lutely not to be missed, not least because it is apparently playing 
on the same bill as Hitchcock's ‘Under Capricorn’. Pals 


Moulin Rouge Cusa 1952) John Huston (Curzon May 18th aA) 


John Huston's film about the life of Toulouse-Lautrec. T have 
only seen it in black and white; in colovr it is said to approach 
closer to the reality of the artist's paintings and his life. 

Huston is conscientious in using colour imaginatively. The story is 

rather sentimental and melodramatic with a nice reconstruction of the 
original opening of the Moulin Rouge to the accompaniment ace 

eee ay a (Embassy May 22 = 24th) 


Tirez Sur Le Pianists (France 1960) F,. Truffaut; ©. Aznavour. 


Charlie is the pianist of the title (played by Charlex Aznavour) 
who, when the film opens, is playing in a seedy bar, a oné-time 
concert pianist (as later flashbacks show). Caught, as the film 
develops, in a series of gangster exploits, shown in flashbacks 
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as the sad mourner of his wife's suicide, Charlie is the ordinary 

mean thwarted by circumstance. His efforts to petter himself by 
exploiting his talent were doomed anc cast doubt on his new relation- 
ship. Photographed by Raoul Coutard, the film is romantic, tragic 
and also full of hunour (occasioned in part by the ordinariness of 


Aznavour. (BBC 2 May 23rd) Pod. 


Public Enemy (USA '31) W.A.Wellman; James Cagney 


Wellman's film is important not only because along with 
Scarface and Little Cesar it fathered the gangster film genre, 
but because of the insights Wellman offers us into Johnny Powers' 
character and the complexities of a moral code that decrees it 
alright to kill in a world war but not in a gang war. Johnny's 
brother returns home from war secure in his beliefs but physical- 
ly debilitated. Johnny climbs the ladder of criminal success, from 
adolescent theft to gang lord, to find himself reduced to literal-+ 
ism; when his boss is thrown from his horse and killed, he buys 
the horse and shoots it. 


Fittingly then he ends his career as an inanimate object, 
after Being seriously wounded and hospitalized, he is kidnapped 
and delivered to his alter ego, his brother as a human parcel. 


(BFT May 14th i PH. 


Films reviewed or previewed in previous issues: 


A Man and 4 Women wight 3}  Continentale May 7-10 BER. 
Bullitt DoYorks May 7-10 BER ii,3 | 
Funny Girl Academy BFR II,5 

Invasion of the Body Snatchers Continentale May 11-15 BFR ID 
Accident Curzon May14 Bee TL, 

Son of the Sheik BFT May 16th BFR 1,1 

Deadline USA BBC 1 May 17th BFR Lise 


Eyes Without A Face UosS May 21st BFR II,6 


46 
Alphaville (France 65) J.-L.Godard; Anna Karina, E.Constantine 


Over a pan of Lemmy Caution in his white Ford Galaxy, ent- 
ering the neon world of Alphaville, a voice says:"Sometimes rea- 
lity is so complex that it can no longer be described in words. 
It has to be recreated as a legend." 


Without wanting to claim a special status for it as the key 
to the film, this sentence seems to me nevertheless to have a par 
ticular relevance to one's view of Alphaville today - coming back 
to it with the knowledge of the films that followed. In the cur- 
rent debate, as to whether Godard is qualified to analyze con- 
temporary society and pass judgement on it, critics have often 
overlooked the degree to which Godard in his films is conscious 
that he is implicated - by his attitudes, his values, and above 
all by the medium in which he works - in the society which he 
at first merely rejected and is now openly attacking. 


The sentence above is not merely a factual assertion, it 
clearly hints at an inadequacy, testifying to Godard's awareness 
of his limitations as a critic of our civilization. On the face 
of it, he seems to reject the sheer possibility of analysis, of 
an understanding that penetrates beneath the complexity of appear 
ances, and opt for the construction of a utopia. And this is what 
Alphaville primarily is. The legendary image of our world — con- 
structed for the sole purpose of being rejected in its entirety, 
and with vehemence. 


Paradoxically enough, from our society today, no road leads 
to Alphaville: too distant in its finality, and too imanent in 
its expression of private terror, it is an image of the mind - 
unrelated to our objective world, yet hovering over it as its 
faithful shadow reflected in a magnifying mirror. 


It is significant that Godard has chosen the legend and re- 
jected the analysis in this his first all-out attack on the bour- 
geois- technological universe. The choice clarifies his own posi- 
tion, with its archimedean point well outside our own present, 
for the attack is launched from a very distant past. In this sense, 
it misses its target, and Alphaville unhinged falls squarely on 
Godard himself. 


For with the Legend goes what one is forced to call a de~ 
socialization of reality, and with the myth goes mystification. 
By returning to the simplifying mould of the myth, Godard's cri- 
tical trajectory has forcibly changed direction. Admittedly, the 
recasting of our reality in a handful of our civilization's most 
treasured myths, is ingenious, and has the subtle effect of let- 
ting age-old dreams of resurrection, salvation and redemption 
vibrate nostalgically through his images of a lost world, 


; “ét in a way, Godard closes as many doors as he opens. Des-— 
pite the fact that Alphaville, one-dimensional city of pure ap- 
pearance, evokes a multiplicity of echoes reaching deep into the 
history of our culture, it remains wholly silent about its own 
origins. The myth, the legend closes the door of analysis, of un- 
derstanding in any but the most general sense, thereby opening 
wide the door of paranoid fear, anxiety, and helpless despair. 
fhe vision of our future makes Godard recoil with dread into an 
illusory past. 
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Alphaville is a film virtually livid with fear of technolo- 
gical totalitarianism. It is a 'cri de coeur'~ though highly art- 
culate, against a world which one can only refuse, and whose cold 
glare suffuses everything with a light, which transforms organic 
life into the pale insubstantiality of the human brain, from whence 
it emanates. Godard understands to put before our eyes all the 
claustrophobic nightmares we have ever had, inciting us, not to 
revolt, but calling openly for desertion. Willingly, we agree to 
be saved after having been so convincingly shown an irredeemably 
damned world. 


All those shots through glass-doors, windows, transparent 
partitions, those disembodied microphones gyrating like menacing 
birds of prey, give a sense of imprisonment and desolation that 
conjures up the hours of blackest private despair - yet it can- 
not but leave us with a conviction of total impotence. 


The sense of threatened individuality, of imminent mortal 
danger provokes a desperate upsurge of belief in the uniqueness 
of our emotional existence, which even our fondest delusions in 
actual life do not allow us to entertain. Godard flatters our 
ego at the same time as he crushes it. By making us forget the 
just measure of our insignificance, he deprives us of our hope, 
and catapults us straight into a theological universe. 


This, no doubt, is the price for living a.convincing night- 
mare. So strong, however, is our desire to see Natacha restored 
to the full awareness of her humanity, that we are almost inclined 
to 'forgive' her saviour all his violence, coarseness and brutish- 
ness. Almost: Godard has endowed his modern Orpheus with such a 
fair share of unattractive traits that even the most anguished 
spectator is barred from a vicarious salvation, and the awltward 
implications of this messianic mythology are somewhat put in 
their proper place. 


But Godard's critique of the technological universe is so 
convincing precisely because it is so total, and because he re- 
lies for its rejection on an emotional simplicity clearly not | 
of this world. 


We do not question, for example - though we might well do 
soon reflection - whether a fullerapreciation of Eluard's po- 
etry, or indeed of any poetry, would make people more human, ev- 
en granted that it might make them more aware. (It manifestly 
makes them more umhappy ~ a fact which Godard seems to accept 
as a value per se.) Awareness - of what? we might ask (though 
such a naive absolute comes in any case more natural to a French 
mind, and one should not blame Godard too much for its irres- 
ponsible use). 


In the film we take the magic of words for granted, for 
Godard has placed them in a visual and emotional context where 
their very utterance is like the promise of fulfilment in a bet- 
ter world. No longer worn down by everyday use, and appearing in 
a setting where things exist only behind an impenetrable film, 
words like 'redbreast' or 'autumn light' restore the dimensiona- 
lity of the concrete, not unlike the effect of the kiss in Anti- 
cipation, where the monochromes finally fuse, investing the image 
With a new plasticity. 
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The significance of the poetic wordSin Alphaville is that 
they are like concrete objects, more real than the people who, 
like ants, consume themselves in meaningless efficiency, living 
at the mercy of an electric generator. In a world where words 
disappear, these have the concreteness and uniqueness of human 
beings, and Natacha mourns their loss as the condemned man mourns 
the death of his wife. In this way Godard successfully convinces 
us that poetry embodies a refusal, a protest against society - 

as brave as physical revolt. It shows how deeply Godard is com- 
mitted to the heritage of our literary culture. In Alphaville, 
the cinema — medium of a brave new world,is used to vindicate 

a brave old world - that of books and of the uniqueness of the 
written word. (As Truffaut has likewise done in Fahrenheit 451) 


But this should not blind us to the fact that this refusal 
- in the face of coherence, efficiency and total organization- 
is attractive because of its feebleness, its precociousness, po- 
citing a wholly aesthetic universe,where the redbreast bathes it- 
self in autumn light. How feeble its power of protest is, Godard 
brings out in an exchange between Lemmy and Natacha; Natacha ex- 
plains how the computer in its spare time classifies all the poet= 
ry that hapzens to have survived. 'One never knows when it might 
be useful' says Lemmy ironically. 'Yes', replies Natacha, ‘we are 
very well organized.' It is the image of a society which has suc- 
cessfully integrated all its opposites. 


But Godard is also :qherte » aware of Murely aesthetic nature 
of his utopia; an elaborate, self-conscious game is played out 
between the naive simplicity of poetic magic, and the false naive- 
ty of pop art. The concreteness of the poetic words in Alphaville 
their quality as things is best preserved to-day in the comic 
strip. Not only does Lemmy mouth his lines as if they were bubeles, 
but the very poetry of the comic strip are its concrete words - 
all those 'Pow' 'Wham' 'Zine' and "Yhoop's. Lemmy Caution, archaic 
reptile-faced hero of the strip-cartoon is there to mediate bet- 
ween the utod.ian world of the autumn light and the neon world of 
Alphaville, both transformed by the archaic force of the myths. 
Poetry, the most violent antagonist of logic in the realm of lang- 
uage is resurrected by Lemmy Caution, violent agent of another 
world. Folk hero of the world of images, he is what poetry is in 
the world of words - individualist and arch-enemy of totalitarian- 
ism, political end logigal. 


Alphaville, we are told, is eternal present. But the film 
relies for its effect on the construction ofalegendary future 
(legendary, because outside time), contrasted with a legendary 
past (its mythological structure, its utopian values). Godard 
is so fascinated by the idea of a permanent present, and its cor= 
rolary ~ spontaneity, because it promises the unity of mind and 
matter, awareness and action, the priority of creation over re- 
flexion. In terms of art it means that the eternal present of fic- 
tion and myth has defeated chaos and contingency (but also history 
and change). The possibility of such a spontaneous, unencumbered 
present, allows the artist forever to recreate the worid in his 
own image.(Alphaville critically juxtaposes two forms of this pre- 
sent, both impossible: as eternity and instantaneous reflex, Al- 
phaville and Lemmy Caution.) 
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Thus, the conquest of historical relativism seems to have 
brought not insight, but despair, not hope of change, but yearn- 
ing for timelessness. ('WYhat is the privilege of the dead?’ -— 'To 
die no more.') : 


This is evidently a mystification of reality. To see the 
world solely as chaos is not to see it at all. Fo create an art 
that is merely fiction is ultimately to abuse its humanizing 
function. Godard himself is critical of the mystification in- 
herent in his mythological pattern, and the phrase ‘recreating 
the world as a legend’ is, as it were, an apology pro domo, sig- 
nalling that the world intowhich we are entering with Lemmy Cauti- 
on is an artificial one; its neon signs, its points of light in 
a sea of darkness illuminate a world which is present and visible 
in the measure that it is created by another artefact, also liv- 
ing from light growing out of darkness - the cimematic image. 

The on/off flashlight which opens the film is Godard's way of 
pleading guilty of the cinema's share in Alphaville. Alpha 60 
has eliminated the accidents, the contingencies of organic mat- 
ter -— hence its ubiquitous power, its rationality, its organiza- 
tional domination. Godard's film, on the other hand, is the tri- 
umph of total illusion over complex reality - hence its imagina- 
tive power, its persuasiveness, its perfection. 


Godard's legend in this sense colludes with the world of 
Alphaville, in a process of mystification of our reality, mak- 
ing it demonic, out of this world, by lending it the false uni- 
versality of the cinematic fiction. Ib is significant that Alpha- 
ville is the last of Godard's films to have a fable, a story in © 
the traditional sense. The cinematic fiction of Alphaville is a 
tautology, where cinema equals life and all the world is cinema. 
Tn his later films Godard breaks out of this magic circle, to 
pose much more directly the question of what exactly the cinema 
can show us about the world we live in. 


The highly individualist orientation of Alphaville, its 
excessive concern for an elitist culture about to disappear, as 
the mass media absorb it, digest it, and transform it into a 
market commodity, has earned the film the stigma of being reac~ 
tionary. For it seems to imply that the disapcearance of this 
elitist culture is a catastrophe for the world as a whole, and 
that the experiences, attitudes, modes of expression embodied in 
it have an absolute value, outside and removed from history. 


Godard tries to balance this, by making a pop hero the bear- 
er of this culture; in this way he de-phases the 'message' and 
undercuts it ironically. 

hat remains, however, is the conscious refusal to under- 
stand contemporary society in any other than subjective-existen-— 
tialist terms. True, the sense of anxiety, of unmitigated terror 
in the face of this inexpressibly sad world of Alphaville is 
linked to a desire of inquiry, of finding out (the traditional 
associations of the detective-investigator), and to open doors 
- behind which Anna Karina persitently reappears, like the pro- 
mise of a better life, after the 'Voyage au bout de la nuit.' 


On the other hand, the sudjective-existentialist stance 
is itself a consciously assumed role, characteristic of most 
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bourgeois artists in the C20th. To elevate one's subjective fears 
to the status of a morality, and to pride oneself on one's pers— 
onal suffering and sensitivity as the birthright to superiority, 
freedom and the right to escape ('save those who still shed tears! 
is the message Henri Dickson gives to Lemmy) is hardly more than 
an artistic device for Godard. Nevertheless, it reflects the spe- 
cific dilemma of art which is robbed of an audience and deprived 
of a genuinely social significance. 


Artists have come to accept their own pathology, their so- 
cial isolation as the measure of the world's damnation, axioma- 
tically equating the potentialities of human life with the de- 
generation of a specific form of social organization. Alphaville 
undoubtedly reflects this tendency. In it, Godard's fear 6 
totalitarianism becomes a cognitive force. The rejection of our 
society, especially of technology, becomes total and an end in 
itself, while the very chaos of appearances seems to demand re- 
demption in the myth. 


That this is in. essence a reactionary position, is fairly 
evident - first of all to Godard himself. By making his choice 
so explicit in the opening sentence, he admits defeat, limiting 
the scope of his creation and therefore its analytical potential. 


What is interesting is that Godard seems as fascinated as 
he is repelled by Alphaville and what it stands for. The lure 
of order, coherence and purity of that inhuman world is some- 
how mirrored in the sheer simplicity to which Godard reduces 
his myths. For after ali, the chief function of the mythologic- 
al orchestration of Alphaville is the revalidation of absolutes 
- pure poctry, pure love. 


This is what makes the final scene so complex to my mind, 
and rather satisfying. For in that scene, with the nightmare of 
Alphaville exorcised, the mythology itself is put on trial. 

The magic escape of Lemmy and Natacha only succeeds insofar as 

we want to believe in the reality of the myth, in its unbroken 

force to transcend the complexity, the inextricable historicity 
of our world. 


In the car, that magic charm is broken. As we see on Nata- 
cha's face the resurgence of the old words ' Je t'aime', we know. 
that the words have come too late, that there are no ‘outer coun- 
tries' in which these words could still be lived. In the very 
moment of consummation, the myths of salvation and resurrection 
destroy themselves, because Godard confronts them with an aware~ 
ness of a different kind ~ that of our own reality, too complex 
for words, perheps — but also too real, to conerete, too divese 
for the myth. , 


It seems to me, then, that the end strikes a delicate bal- 
ance between desvair and hope. When we see Natacha's face coming 
towards us, we know that she - as we - will have to live precise- 
ly in the space and time between the two eternities which have 
sustained the film; between the mythical plenitude of life and 
its total absence, between absolute. Love and Alphaville. 


LE ie 


21 
Alphaville (France 4966) J-I. Godard, &. Constantine, A. Karina. 


While Demy .projects the circle as the perfect geometrical 
figure, for Godard, in Alphaville it has quite a different symbolism. 
The ecirele is the vicious circle - Aa circular trap spiralling 43-dim- 
ensionally, dowmwards. Lemmy C. and Matasha are seen, twice; des- 
cending clockwise down a sthatted spiral staircase with the camera 
tracking anti-clockwise. Sven in the sequences where the characters 
and the camera, move in a straight line the dialogue becomes circular, 
e.g. the repetitive lines of the seductresses, third-class, each 
sounding like a tape of the other. E eae 

The film opens with one of Alpha 6o's external orgaus - a flash- 
ing, circular, light. As it flashes off in the darkness, an after- 
image is left in the brain of the film's audience, a retinal imprint 
conveying, economically, the ommi-presence of Alpha 60. Yet the 
light of logic which appears to concuer the darkness is artificial 
light. throughout the film, (except for one blazing, overexoosed day- 
light shot through a window) the "light' is artificial (Le jour se 
leve', and the lights cso on) thus posing no fundamental challenge to 
the darkness (of ignorance and the Pays Bxterieurs). 

The circle, like Alpha 60, is ever present and encompassing all 
like the ring road round Alphaville Which can pass through the snowy 
north of the city and the sunny south and still follow the same route 
(because the climate is artifically imposed and poses no real chall- 
enge). Lenmy Cattim ties to escape the inevitability of this society 
py firstly posing the muestion he thinks will cestroy Alpha 60. 
Secondly, when this fails, by shooting it and putting it, temporarily 
at least, out of action, and; thirdly by escaping - making a bee-line 
out of Alphaville taking Natasha With him. . 

But the question he puts to Alpha 60 must be_easily solved by a 
computer which so proudly flashes the motto B= met. All straight 
lines become circles in the infinity of our space and they therefore 
eventually return to the place they started from (1f indeed, the 
concept of a circle includes a starting-point’). Thus the escape, 
too, is doomed to failure, end it is in the nature of the instinctive 
shooting of the eneny that the real confrontation has been avoided, 
The population is left staggering around aimlessly like people dizzy 
after spinning round and round, but incapable of walking a straight 
line let alone of perceiving direction. Eddie C. manages to escape 
and brings only one companion, Matasha. 

The condemnea men in the swimming pool sequence dive into the 
pool and swim towards the spectator gallery (where the camera is 
situated, thus aligning the two audiences -— the one of, and the one 
in, the film) in a straight line, after pleading for Love and com- 
passion in life. They are shot at; bathing belles dive in from all 
sides, encircle the half-dead corpses, and bear them of f. 

Fighting the cold logic of Alpha 60 are two characters who 
usually inhabit B-feature detective films - Lemmy Caution (Sddie 
Constantine) and Henri Dickson (Akim Tamiroff) Thus scientific 
logie and amorality (Alpha 60 and its creator Von Braun - who is 

related to his V-2 namesake) is counterposed against basic instinct 
(Lemmy Cautions quick draw) andinmorality (his love of women and a 
women). Godard presents the two opponents in the medium of two 
genres - the one as seience-fiction the other as detective-fiction. 
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The latter are the active elements, the motor of the action, seeking 
self-knowledge rather than scientific knowledge. They are therefore 
more creative’ —- thus LE, O's resurrection of the forbidden words 
because of his need of them. 

The solution to the dichotomy is only hintea at, but even this 
is an “advanee" for Godard. The natural, romantic, instincts of the 
Pays Extericur must be brought inside and the logie of Alphaville to 
the outside. Both emotional involvement and an intellectual 
programme are necessary. This is the topological Sshake-out of 
society, and alsn where the lines and circle meet, cross, and inter- 
change. Here the point is inverted into the circle, the circle into 
the point, yet Godard hesitates to name the referential point, 

: Pauline Jones, 


Hurry Sundown (USA "68) 0, Preminger ;M. Caine, J. Fonda 


Otto Preminger is the darling of those erities who hold to the 
‘auteur! theory... A highly commercial Hollywood director, he has 
consistently show the ability to take the most banal blockbuster 
script and endow it with seriousness and moral complexity. However 
his latest film ‘Hurry Sundown’ was greeted with considerable 
reserve, although it had a farr commerical success. The reason Lor 
this seems to be that Preminger has stood all his normal techniques 
on their heads, almost ag though he wanted to confound his critical 
Supporters, 


‘Hurry Sundown' can be compared with 'Exodus'. In Exodus a 
fairly simple (if long) pro-Zionist novel is deepened by the moral 
problems seen by Preminger into a complex and disturbing document 
on the nature of tolerance and loyalty (see T.E's, review in 
B.F.R. Vol.2 No.5). On the other hand, in Hurry Sundown everything 
seems on the surface. We have a stock Hollywood South of ‘Negros! 
and ‘Poor Whites' being exploited by representatives of the ‘'Olg 
South’ ana Northern Businessmen. On a closer look, things are by no. 
means that simple, but tje complexity is not the textural deepening 
of Exodus, but resides much more in our and Preminger's attitude 
to the action itself. 


The whole beginning of the film is completely di sorientating. 
We start in a helicopter watching some apparent explosions on the 
ground beneath. Vietnam? No, farmland in Georgia, The shadow of the 
helicopter travels off the neatly kept model farm and over two small 
holdings. The helicopter lands and Michael Caine drives off in a4 
hO's convertible. A vintage relic, demonstrating that Caine is 
poor? No, we discover in the next scene that the date is 1945 and 
the owner of one of the small-holdings is just returning from the 
World War Two (It g0es without saying that the helicopter is at 
least fifteen years before its time). 


The whole rhythm of the fiim helps to heighten’ our disorien- 
tation. In this 2 hour film one. would normally expect an interval, 
or at least a break in the action. Such a break would appear to be 
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the celebration after the emallholders have blown their own 
irrigation channels. But what a aifference from Preminger's 
normal intervals. In Exodus the refugee ship sails away from 
Cyprus signalling an end to that part of the film. In In Harm's 
Way, the interval coincides with Wayne's return to Pearl 
Harbour after the first shattering days of the Japanese attack. 
In Hurry Sundown there is no Letup. The bloodrred sky and the 
chanting of the chorus is counterposed directly with the gather- 
ing of the Klu Klux Klane 


Bach episode in the film is taken from stock and then twisted 
into its opposite. In the scene at the courthouse no more than 
a fraction of the audience can have expected John Philip Law to 
get through to court with his deeds. He does so by & fight 
whose fortuitous choreography deserves to stand with Chaplin or 
the Lemmy Caution of Alphaville. 


The end of the film, on the surface upbeat with the pushing 
aside of the Sherriff and return to the land, is once again in 
fact the opposite, The real enemy of the film, Michael Caine 
and the shadowy property company who pack him, are not repre- 
sented. The marching around of blacks bears more resemblance to 
a chain gang than an army going forward. They are not going 
forward but back to a type of economy overshadowed and ultim- 
ately bound to be crushed by the forces of the Riverside 
project. 


These examoles can be multiplied throughout the film. What 
they add up to is the fact that instead of taking what for 
shorthand one might eall a ‘conservative’ plot and turning it 
inside out, Preminger has taken a conventional ‘liperal’ plot 
and done the same. 


Ostensibly we nave a good upbeat film of white and black 
strugsling against poverty and intolerance that might have 
been made by any Hollywood director of the fifties (The 
Defiant Ones by Kramer is A good exanple). However, we are 
looking at this film inthe sixties end we know that the res- 
olution of problems shown in Burry Sundown for the forties 
was no solution. Preminger knows we know and the film is made 
consciously and carefully from the sixties. The helicopter is 
not an accidental anachronism. its shadow is not just the shadow 
of the evil Northern businessmen crushing the simple farmers, 
put the shadow of the future of Vietnam and Black Power where 
white and biack peasants cannot survive by practising the 
simple virtues of co-operation and hard worke 

Geoff Jones 
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Alphaville (France, 1965) Jean-Luc Godard; Anna Karina, iddie Constantine. 


“Something tnat never changes with the night or the day, as 
long as the past represents the future, towards which it will 
advance in a straight line, but which, at the end, has closed in 
on itself into a circle.# Lenmy Caution te alpha 60. 


bike the condemned man in the swimming pool who proclaims only 
the need to m.ve in a stra aight line toward all that one loves, the 
man who wept and must die for it; like the French and Arab guerillas 
in Le eevee t soldat, LO Hay believes in that movement in a straight 
line. Yet Vite ‘@ alpha 6G itself, Lemmy is aware of the impossibility 
of escaping the circle. Circle/itraight line; liale/Temale; 
Dark/Light ~ the light that flashes on the Screen and on Lemmy 
himself in the opening scenes is reproduced in the light that 
flashes (reflection of street lamps) in his car windscreen over 
Natasha's face in the final scene. As Lenny enters wilphaville 
en a circular road underneath @ straight monorail so we see Natasha 
(with Lemny) leaving the city on a straight boulevard stretching 
not into “infinite BRaCe but only as far as its own beginning/ena. 
The filn is linear, the actian circular (Lemmy like Bruno in 
He PEELE Soldat can never escane) ~ it has ali happened before 
and will hapoen in the future, even as it lapvens now. 


Eddie Constantine ig vq martian, the only one: (Godard) and 
Leumy is Uiddie Ce Saustantine ina mititude of sHeag b-pictures 
and now, unable to escape, in Alphaville: the archetypal o-picture, 
the tovn of facades (each person is substituted by 2 role, a title, 
& number), the film which is a facade (Poris substituted iy 
a Yalse city of the future ~ the context of the filn itself betrays 
i 


ts object; the eorie Liphting¢ is the result of shooting 
cotally in Ratural light). By onterin ng alphauville, ddie Constantine 
becomes Lenay Caution (his first action is to licht a cigarette, 
the flame f1tudean ‘ting his face lilzco the flashing lishts of the 
city; his c.nstant action is te t flash photos c.f. Harry 
Dickson's death sceno in ae Lewy 1 flash reslicates tre neor 
lights outside and seens Seli ‘to convert the meving image/person 


into & still phete- sraph,"dea person vaile this is Giso the sense 


of the seticn), and (cue ee peeeues Ivan Juhnson. In the 
context of Alphaville, Constantine can no Longer erist, in the 
context of -iphaville (the city? Lem: “y Can no lenser exist (as 
Professor Nesfera atu ~ the vanishing Veadpire - beccies brofessor 
Yon Sraun). , 


Lemmy asserts it is noetry th UPHS “night inte Gay" in 
reply to alpha 6C ~ but it is Alvha 60 that does so in the film 
by turning on Sluorescent light Aloha 60 is the poet, but 
the voice c han who has had his vocal 


of J.pha GO is thet of 
chords shot avay and speaks fron theo diaphragm, i.e. it is a dead 
voice. nverything in ilphaville is dead L it is “dying of not 

2 


dying® (Leamy quoting Eluard), Letuy caniot die, he w sill becoe 
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va legend’’ (Von Braun) which is worse for he will nct receive the 
“privilege of the dead which is to die ne longer’. Alpha 60, 
however, asserts, over the titles, that “Lecend gives it 

(complex reality) a form by which it s~ervades the whole vorld: 
and ilphaville is nothing but iesend ~ the pep art aspects hark 
back more to Rauschenberg than Warhol (as Richard Roud points 
cut) and this because the pop elements are not only placed in a 
new context (present-day.Paris}, out that context itself-is ulse 
placed in a new context (that of a futuristic filmu), thus Paris 
(present) is presented by means of Lemmy Cauticn, Von Braun etc. 
etc. (past) as Alphaville (future) in the action of the film; and, 
further, the film Alphaville (future) is presented by means of 
its being observed (present) as a reflection on its elenents 
including the locaticus as they were (past). (C.f. the S.S. sin 
as Leumy exits the lift for the gala reception.) 


the only means by which one could perceive a circular moticn 
as linear is by cbserving only one point of the circle at a tine. 
Thus Len.y can fail to recognise his motion as circular through his 
tendency to “live for the moment’! - it is only in reflection that 
he can recognise this deception. io live for the moment is truly 
the cnly genuine eternal life (c.f. Wittsenstein's Trastatus) 
and in this Lemay does not differ perhaps from Alpha 6), but rather 
alpha 60 also recognises time as ‘a stream which carries me along: 
and it is only the inhabitaats of Alvhaville who see the present as 
the only mode of being. Alphaville is in fact a denial of the present 
~ its style is of the past (e.f. the music, which is as close to 

liax steiner's of the 30's as Godard could get), its context 

of the future. In the process cof filming present-day reality as 
naturalistically as possible Godard has revealed a world of the 
future (ostensibly) and one of the past (actually). All the apparatus 
of Naziism is there (even the identification numbers ~ reminiscent 
of the concentration camp numbers) ~- the twisted logic of “Hein 
Lanp® which the leaders of the city proclaim. Yet Alpha 60 is 
tc the end humbled by its own tro inclusive awareness (Tor our 
iwisfortune, the world is a reality and I, for my misfortune, I 
an myself - Alpha 60%). The superhero is, however, even more of 
a fascist than the monster ho destroys. His limited vision and his 
distanciation male him so of necessity; and in this respect 
he is like Godard himself who recoznises the fascism inherent in 
any form of cinema. Like Godard too, Lemmy depends absolutely on 
Signs to ccnvey anything (he tells Natasha to “say the word love! 
when they escape and immediately she recovers). Alpha 60 itself? 
is nothing more, in effect, than the manipulation of words - 
and the film is nothing more than the manipulation of images. 


uicthing is clear except the physical division cf film and 
audience and the tctal dialectic nature of the film itself me 
best be interpreted as confusion. Gedard, like McLuhan, conmunicates 
by means of probes; like alpha 60, Lemiy and Natasha he contradicts 


himself yet he is'fecr aia tune hinsel?. 
me says if pares can?t by herself she 
in slphaville: - for even A 


she does the lishi 
uct lost, only the dying are. 


and the dead are 


da 


Sedard in 
periaps recorsnises the inad fequacy of presenting merely the 
imag eS, _words and 


pletures without a definite peeae Ga or: Gonmitiene. 


this is the case, wile and its successor 
ring to an end a certain an Godard's develop-~ 
S Ul 


moves to a position of real culmitment through 
. realisation of the nature of his rele and of nis art 


x 
e 


“pio 
3 
83 
a 


a race he 


in the end he is - 


is in the words of “luaré Welly quetes ~ 
“trapped by trying to trap’, and he is trarped his films as much 
as the characters whom he trans are themselves ped in each one. 
Goll. 
(France, 1°39) Jean Renuir 
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is as puritanical and stri 
7 TT 


rules os is schumacher , E 


Hismanagement and wrongly d ted passion. It is , as La Chesnaye 
calls it " on unfortunate accident 7, Jurieu is unable to act 

like a hero because he is not one 5 he is selfish , 

a Robert Cohen te Uctare's Jake Barnes : cts his 
simplistic morality upon a society which failings 


is nonetheless organic . 

Schumacher , evged'on by Harceau :Shoots durieu . Jurieu 
dies at the hinds of rightous puritanism and anarchic whinsy , b 
the animating forces of his life .The society he disrupts in 
part survives : his death is labled an un fortunate accident but 
the tensions within it which Marceau and Jurieu unleash point 
to its collapse . La Chesnaye ,like the Viceroy of Le Carrose d'Or 
» comes to face the emotion associates with ditchdiegers and 
truckdrivers ‘| - jelousy.Likewise , the butler , Corneille ' 5 
finger snapping control over the Situation thot has managed 
the disposal of fainting bodies etc fails to deal with Jurieu ‘s 
corpse ; La Chesnaye and his guests must end the play they 
commenced on stage on the broad steps of reality . 

The central motif of the film is ,0f course , La Chesnaye ' 5 
mechanical toys , birds and men which Sing and make music driven 
by clockwork . This Copernicism is reflected in the code La 
Chesnaye cperates by , the strictness of Schumacher'sinterpretation 
of his joband , of course ;in Jurieu (who is associated with 
another mechanical bird ; the aeroplane he flew the Atlantic 


a 
t 


in ) who acts as though he were a machine in need of oil . 


eat 


The implication of this mechanistic motif is actoin without 
meaning : eg. La Chesnaye and Genvieve go through themotions 
of loye , of a passion which does not exist but which Genvieve 
refuses to let run down for fear of being sad .The reduction 
of humanbeings to puppets is further reflected in Renoir's 
presentation of the action . The camera is. for the most part 
staticnary , the action occuring within the frame. Renoir’s 
cameracreates astage upon which the characters becone acters 
playing roles . The smoothness of Renoir's camerayork is th 
doubly deceptive, at the same time peinting both to the art 
icilality of the action » determined as it is by an alos 
aesthetic view if life » and te the naturallnessofthe action 
that view of life evokes, despite the actors being puppets. 
ha Chesnays , whose enotional energy is spent on his toys 
and who refuses to face emotions that cannot be adjusted with a 
Screwdriver, represents a way of life which is treated ambig = 
uously by Renoir, to say the least . The shcot shows this very 
clearly. The long tracking shots through the silver pbirches 
both recreate the beauty of nature and reflect the relentless 
advance of the beaters » Griving the animals to their death, 
The most horrific Sequence in the film is the agonising death 
of a rabbit, not the farce that is the chase after iarcéeau 
where real bullets are fired at human beings , or the death 
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of Jurieu. 


ta Chesnaye's pursuit of elegance leads to the destruction 

of the wildlife that spoils his hunting preserve . He will not 

put fences up to protect his dane; he and his friends showever, 
errect fences , a code , rules by which to live their lives. 

This code is restrictive but more selflessly than selfishly : it 
denies true emotions at the expense of order, it replaces emotions 
with order, Its victims are Christine, who wants children not 
levers , emotions not the mechanical kisses her husband gives her, 
and Octave . Octave is caught in a situation where his use lies 
in his ability to Manage other peoples affairs at the expense of 
his own . Unlike Camilla who discovers she exists only when acting 
Octave wants to emerge from behind his role and be himself . He 
cannot ,neither can he play his role to the end: he cannotcomplete 
nis impersonation of Christine's father conducting the orchestra Py 
Like Jake Barnes he cannot achieve self-satisfaction eitherwithin 
the code or outside of it « He therfore leaves immediately after 
Jurieu's death in order that, cheated of death himself , he will 
not inflict his collapse on La Chesnaye and Christine who must 
continue and play their roles, now self-destructive, to the end. 
Destructive, because the stancethey are now comitted to is known 
by them to be insufficient , 


Pe is 


Anyone wanting to earn 20/— for three hours! work? 


The Brighton Film Review needs a few helpers (male or female) 
for production work. No Special skills required. Contact the 
Brighton Film Review 52, West Hill Street, Brighton BIM 3RS 
or ring Brighton 24996, 
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The Gospel According to St.Matthew (Italy T964) 


Pier Paolo Pasolini 


Pasolini's movie is unlikely to please many people - 
but then perhaps its wasn't made to please. 


Virtually everything about it is offputting.To begin with the 
actual quality of the black and white print is quite extraordina— 
rily bad and it is extremely doubtful that the one shown at the 
University was abnormal in this respect since another which I 
Saw on German TV bordered on the invisible.So one is immediately 
transported back to those childhood scripture classes,when on 
special occasions the projector was switched on *nd one saw to 
an accompanying buzz blurred images of sand and of a man with a ; 
beard.Then again when Pasolini calls the movie The Gospel According 
To Si.Matthew he means what he says.He takes you through it 
practically line by linesthere is virtually nothing there that 
is not illustrative of the words of Matthew and what. is more 
Pasolini ensures that in the duration of the movie you hear as 
many of those words as possible.So Pasolini does not draw attention 
to himself,to his interpretation.One is searcely aware of any 
interpretation at all - the images match the words, 

Surely this is ell too utterly boring for us to have mich 
patience with,particularly as the picture is so long.Wouldn't it 
heve deen more interesting from 2 Merxist or himenist or any other 
point of view to have had a reassessment of Jesus as a historical 
figure in the context of the political movements of his dayzor 
failing thet an up-to-date reassessment of his unusal personality, 
an exploration of his motivation and wneonsciors drives.Why bother 
With the childhood of Christ,which cannot have been either more 
or less interesting than that of anybody else.And why above all 
waste time on the miracles which we all know couldn't heve Happened, 
Christ welking on the water,suddenly wiping eway as if with some 
supernatural cleansing ingredient grotesque distortions in a 
human face, 

But Pasolini doses not need to be "creative" or "imaginative" 
in the manner of,say,Jennis Potter's recent TV play,because really 
very little ingenuity is needed to bend historical reality to a 
Shape that is aesthetically or morally pleasing.Whet is difficult, 
whet demands génuine creativity is to be faithful to that historical 
reality in all its complexity,tc make sense of contredictions and 
not spirit them away.Pasolini is conscious that the things that 
Jesus actually seid,in all their paradoxical complexity,are the 
most important thing about himsto neglect these words wither by 

by dwelling on only one particular aspect i.e. the Beatitudes, 
by fixating upon the iconic image of a man nailed to a cross, 
by spreading as contemporaries evidently did stories of what he 
did not ey cAssel ing his message in an atmosphere of vitup- 
eration and By RabYS HAY cruciry him ? Never mind,the mein thing 
is that the man is a troublesome nuisance and has to be disposed 
of.ind he can be disposed of in other ways too - by tresting his 
life as something that simply was,without looking for its spirit 
or meéaning,by seeing it as * mere mechanical fulfillment of prophecies 
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jumping through spiritual hoops.P-solini looks for the meaning 
of each episode -nd for the meaning of the whole.the movie has 
the character of a meditation.Yet its meaning is clear and 
unmistekeable, 

Like the Renaissance painters whom he evidently admires 
Pasolini is interested in the interpenetration of the riraculous 
and the familiar.ot in portrsying the f>miliar as divine,but in 
presenting ordinary life as treansfigured lit by the glow of 
spiritual illominatiofor Pesolini you are either a sceptic or 
a believer,yonu will either have a transforming sense of possibility 
Or an oppressing sense of negativity.No moment in the movie is 
more vivid than the contempt with which Pzsolnis cemera scans the 
face of the man who contemptiously says "Is not th's the carpenter's 
son ?"To comprehend the Messge of Jesus means to eslter one's 
perspective on reslity - the magnitude of this is humorously suggested 
reistively early in the film when Jesus passes some labourers 
and says “Repent the Kingdom of God is at hand." They look back 
in a puzzled way,readjust the pitchforks on their shoulders and 
continue on their way.But he is ell the same their Jesns because 
he speaks their languaze (he prays simply) ,becauseé in working miracles 
he transforms those who are regerded as sub-hmen,scorned,losthed 
despised,into full humen beings ,worthy of respect, 

Pasolini's cinema does not present,it serutinises and exemines, 
Its stylistic basis is the close=1p and the cross-cut .chsr-eteristic 
is the sevuence with which the movie opens.A close-up of Mary, 
thoughtful, serious,serene,a little doubtful Ylose-np of Joseph, 
serious too, thoughtful ,quietly concerned.-ut to a Heath Shot oF 
Mary.°he is very obviously preenent.Joseph.. learns the ene rig ea a) 
from an angel.His face registers respect end relief, hers radiance, 
the bonds of a shared knowledge.! erhaps it couldn't happen this 
way.the shots evertheless express the psychological realities of 
the situetion.The other charecters in the movie immediately reveal 
themselves.Fssolini has a fondness for and *@ gift for finding 
faces that express the spirit of the individual so that we feel, 
as the cemera looks at them briefly but “ntently,that we know 
these people intimately end understand them.In a way this is a 
form of rhetoric.We herdly need esk why it is virtuelly impossible 
for the rich m>n to enter heaven as we compare his oblique,aloof 
glance with way the way the »postles look directly and honestly, 
straight at the camera .and as Jesus says "Sell everything that 
thou hast" the camera tracks across humble faces,z-rments,a 
wineskin - ther world of innocenee end righteousness from which 
he is excluded.christ's entry into Jerusslem on an ass is not 
a dramatic or portentons occasion but a Simple and intimate 
event,a ceremony of the poor and humble which dignifies the life, 
the values of the working people. Similarly in the erueial scene 
in which a woman sensnously rubs Jesuste¢ heed with a precious 
ointment,outrege a which prompts Judas to betrey him.F=solini 
implies here aS elsewhere thet Jésus believed in people heving 
& good time,that the woman's aetion was g00d because her motive 
was good.Fssolini's eanera Suggests that the common people are 
Spontaneous in a way that those in polpous outfits and uniforms 
can never be.or them life <=: short end they have fey pleasures, 
If you went to look for evil you will not find it here, 
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the world of evil is unmistakeably identified by Pasolini with 
authority,domination and oppression,whose most irrational manifest- 
ation is the destruction of the first-born at the hands of Herod, 
Those who exercise power are concerned only with maintaining it, 
with suppressing anything thet threatens it.On this seale of 
values life is chenp,and vohn can be sacrificed for Sealome's whim, 
In this context the legendary "gentle Jesus,meck and mild" . 
concerned only with privatised,individnelistic ethics obviously s 
could not be the whole story.It is,of course,customary for todays 
realistic men of affairs,men of the world,by which we mean ,much 
of the time,academics,to paint to the absurdity of those Mtopian | 
movements in history from Thomas Muntzer to modern socialism,their 
naive optimism and unrealisable dre-ms.Jesus,needless to say,was 
a respect-ble,essentially moderate religious leader in no way to 
be bracketed with this wilder frinse of fenaticism.Yet Jesus was 
a fanatic in this senseshe made uncompromising,even impossible, 
moral demands,which constitued a challenge precisely because they 
could not be easily essimilated.If anything cheracterises Jesus, 
it is,es Pesolini forces us to see,it is his determined oppostinn 
to the righteous community leaders,the scribes and pharisees 
and their claim to arrogate moral authority - prostitutes will 
go to heaven before they do.Jesus's policy was to undermine this 
authority,to seek a confrontation with them at every possible 
opportunity,to reveal to everyone their hypocrisy and essential 
negativitys 
"But woe unto you,scribes and Pharisees,hypocrites! for ye shut 
upthe kingdom of hesven egainst menzfor ye neither go in yourselves 
neither suffer ye them that are entering to go in." 
Of -11 the world religion's Christianity hes found it most diffi-. 
cult to accomodate itself to power ,hierarchy,instiutionslisation. 
voniveianism,for example,was the ideclogy of a bureaucratic rulng 
class,while Islam reedily allied itself to a policy of military 
conquest.Christirnity it is true ended up the save way but at the 
greatest cost to its own spirit.Jesus's doctrines were deliberately 
difficultand uncomfortable.They were herd sayings - "No man can 
serve two Mesters",designed so that the worldly could not sossibly 
swallow them.So that is almost ridiculous that anyone should 
think of calling himself a Christian,let alone think of building 
spiritual and temporal and empires on that basis.Yet swellow them 
and build upon them they did - which makes Christienity,despite 
its ostensible founder,the greater system of organised hypocrisy 
the world has ever known,as minds as diverse as Nietzsche and 
Fenimore Cooper have recoznised.wWe sre now so familiar with the 
sepsration of Church and Stote,the distinction drawn by Mechisvelli 
between the morsel and the political that we have perhaps lost sight 
of the original significance of it in the New Lestement. Jesus's 
statement "Render unto Caesar the things which are Ceesar's gand 
unto God the things thet are God's" was clearly not merely a 
dptement of"otherwordly values" but an effirmetion that the moral 
far from being a function of the political was the very reverse 


of it.And as the Pharisee holdS out e gold coin and pockets it 
again,Pssolini indicates that they are the willing accomplices 

In a network of domination, sanctimonious humbug and mystification. 

For them exposure to the ethical can only be a thoroughly uncomfortable 
experience,which perhaps they even"fail to mdersteand," 
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Pssolini'ts Jesus breaks the ruling classes! monopoly of values. 
they retain their power at a price - to be inevitably and necess- 
arily excluded from the beauty, spontaneity,simplicity and zoodness 
of ordinary Life.Pasolini opposes two worlds,the world of the 


spirit and the world of stone.We understand how it is that the E 
desert,though arid,is a source of spiritual refreshment,it is . 
here that one is released from the monotony and oppression of : 
daily existence,ss if a great burden has been lifted.On the tiaenG : 


into Egypt Pasolini shows us Joseph playing with Jesus,a perfectly 
ordinary toddler of about four and then with the news that they 
are to return the cremera moves steadily forwards and dovmwards 
into the overpowering density of the streets ,walls,houses and 
fortifications of Jerusalem.We learn to hate this world,to 
associate it with the most brutal and irrational domination, 
to understand the look of hostility which Pasolini's Christ more 
than once directs wpon itsto understand his reaction on being 
shown the buildings of the temples 

"and Jesus said unto them,See ye not all these things? verily 

I say unto you,There shell not be left here one stone upon 

another, that shall ot be thrown down.” 
It is from balconies and towers that the Pharisees look down 
while when Jesus talks to people it is invariably on the same 
level,face to face, 


With Pasolini Jesus's seying,"Think not I am come to send 
peace on earth" recovers its true sienificance,The ecclesiastical 
men of power are bitterly opposed -nd stripped of their mssk of 
Sanctity.“hey are not more righteous than the common people but 
very mich less.By clriming to be the son of fod he puts in question 
traditional notions of authority and undermines its legitimation. 
This in its corrosive implications is far more subversive than any 
& physical challenge.It means permanent trouble as distinct from 
any little local difficulty.Which is why such people have to be 
killed,even when it is difficult to think of any good or moral 
reason for doing so Bute 2eRhority has a rationality of its ow. 
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Gun Fury" (y 


It is extremely important to note that, in three particular 
‘adventure’ films directed by Walsh, High Sierra, The Tall Men and 
Gun Fury, the’ eredits are show against striking shots of huge moun- 
tain ranges. Tmmediately, as the rest of the film will exemplify, 
Walsh has made his main point: for the height of those mountains 
symbolizes, for the three mén of action who are the heroes of the 
respective pictures, the summit of their quest: a provins, a self- 
knowledge that enables them to live their lives with self respect and 
peace of mind. This is the key to these movies — the heroes are, as 
Walsh himself is, adventurers. Not necessarily professionals, as in 
Hawks work, but adventurers, men whose moral code is finally exem- 
plified by their actions. In The Tall Yen, the mountains deliberately 
antithesized Clark Gables ambition of a small farm in prairie Dog | 
Creek, but illustrated the final advent of a new moral strength 
through his determination to forget the past and guide the cattle 
drive through to Montana. Tn High Sierra, the mountains that so 
curiously attract Bogart at the beginning serve as the scene of his 
death. Firstly, at the beginning, they are illustrative of what the 
gengster feels he must strive for. Tn the end, he impulsively ieaps 
from his hiding-place, when he realizes his girl is waiting down 
below, and lays himself open to the snipers bullet. He has come round 
to a spontaneous acceptance of his fate: a fate that climaxes fitt- 
ingly the new existence he has experienced through the emotional 
contact which has ironically brought about his final predicament. 
Finally, in Gun Fury, Warren's decision to hunt Slayton, culminating 
in a.vicious. fight up_a mountainside, is a complete reversal of his 
original: -Atic tum <: ‘which | Wasa ‘decision.,.to.: ‘Lenore: - events. ON - -~the ; at her. - 
side of the river’ He realizes his silent pond to Jess, and assumes 
a new moral responsibility to avenge him. It is this decision, taken 
by Jess’ body, and protested against by Warren's fiancée Jennifer 
which is the pivotal moment of the movie -— Warren has become a man of 
action. He realizes that death is less important than a moral proving 
af his résponsibilities. He is unable to live as he did before. 

Thus, in Gun Fury, ‘falsh traces the path of his character through 
darkness to light. Importantly, at the beginning of the picture, it 
would appear that Warren had very much a vocation in life. He is to 
marry his fiancée Jennifer, and together they are going to farm the 
rich land of California. Yet, even at this idyllic moment, walsh in- 
stills a sense of unease in the spectator. There is the tough screen 
character of Rock Hudson, in fancy clothes and not €ven Wearing a 
gun. By external use of the spectators knowledge of cinema, Walsh 
demonstrates the early mood of unéase. Too, as Warren and Jennifer 
stend talking at Rogers Station of their future, staring over the flat 
land stretching to California, Walsh turns his camera to include the 
cavalry escort, who in fact turn out to be outlaws in disguise. Thus, 
the Warren/Jennifer relationship is basically insécure. What is 
lacking is the moral assurance of a man of action, which évolves as 
Warren begins his quest for revenge. This situation is similar in 
other Walsh pictures. In The Tall Men, Gable, a defeated southerner 
ana forced ocutlaw, must achieve a moral responsibility and give a 
meaning to his existence by seeing the cattle drive through to Montana, 
at whatever personal cost. In High Sierra, Barle becomes spiritually — 
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reborn after his emotional contact with both the cripple Velma and 
Marie and the dog. At his death, he has achieved a new self-respect, 
and his moral atonement is complete. Tn The Lawless Breed, Walsh 
re~investigates the myth of gunslinger John Weslsy Hardin, whose 
whole life is lived to a specific purpose, of finally settling down, 
even after he goes on the run, having shot a men in self defence. 
What is important to Hardin at the end of the pictures is that, like 
Judd in Peckinpah’s Guns In the Afternoon, he can ‘enter his home 
justified’. . 

Moreover, Walsh specifies this idea, the essence of the film, in 
separate details. When Slayton has just kidnapped Jennifer, Burgess 
watches them enter the line shack togéther. He checks his revolver. 
Too, when Sstella, who has been rejected by Slayton, surveys her 
broken home, bitterly, she pulis her knife out of the door, where it 
is stuck. Both incidents are dwelt on briefly by VYalsh, who thus 
exemplifies the hatred of Slayton that has built up in the séparate 
characters, by simple, subtle illustration. 

Yet, very much connected with the theme of the adventurer that 
forms the core of Walsh's picture, there is the question of the Vivil 
War and attitudes to it as exemplified by Warren and Slayton. Both 
the protagonists and Jennifer are southerners. At the dinner table 
at Rogers Station at the beginning of the picture, one can sense a 
quite considerable nostalgia on Walsh's part for the dead south, the 
fadéd grandeur, the dignity of a dréam, as portrayed so brilliantly 
by Gary Cooper in Robert Aldrich's Vera Cruz. This is the only moment 
in the picture when Slayton appears at all sympathetic. At this 
point, as he tries to explain his shattered illusions to Warren, one 
ean almost understand his yeaming for Jennifer as the embodiment of 
those illusions, the destruction of which he will not accept. TItis 
this stubborn non-acceptance that makes him an outlaw and perverts 
him. His twisted ideology and his ruthlessness aré comparable to the 
emotions of O'Meara in Samuel Fullers Run of the Arrow. Bitterly, hs 
says to Jennifer: tthe South has threes armies now: an army of mournérs, 
an army of cripples, and an army of thieves". Elsewhere he compares 
himself to Warren: “His war is over - mine isn't". In direct com 
parison, Warren only wishes to forget the defeat, and the bloodshed. 
tn fact, it is this revulsion with the futility of the North/South 
conflict that forces him into the passive outlook ht holcs at the 
beginning of the movie. While Slayton is a destroyer, he is a ré- 
builder, an adaptor. He has learned to live again. This “political’ 
re-birth parallels his discovery of self~awareness. 

Thus, quite basically, Gun Fury is an ‘adventure’ film in which 
the progression of the hero from moral recluse to man of action is the 
core of the plot. However, amongst the obvious delight Walsh takes 
in the visual celebration of the widé, rough Arizona country, the 
picture is visually extremely deceptive. Tn an extraordinary first 
sequence, as the stagecoach rides into Rogers Station, while Slayton 
(as yet unknown to the passengers and spectators) discusses his re- 
putation, an unknown figure sleéps beside him, hat over his face to 
make him unidentifiable. Walsh has deliberately used (or misused) 
our knowledge of the cinema to create an atmosphere in which we either 
expect Slayton or the hero to emerge. Tt is in fact Burgess. Too, 
Walsh places his camera in the shotgun position on the stagecoach in 
order to generate an atmosphere of expectancy (of a hold-up) which 
is never justified. 

So, in a universe where the cavalry may be outlaws and dead men 
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As already mentioned in our last issue, the Brighton Film 
Theatre is showing a Czech season, and also a season of Jazz 
Age films, starting on May 5th and ending on May 17th. 


The more important films of the two seasons are previewed 
in this issue. A brief word about the rest. Romance for a Trunm- 
pet is, judging from the synopsis, a fully orchestrated tear- 
jerker about two men reminiscing at the grave of the woman they 
both loved. In spite of its plot, it might still turn out to be 
a good film, but it certainly is struggling against heavy odds... 


Every Young Ian is a satire on Army life, narrated in dif- 
ferent episodes. Paradoxically, the method gives the film a the- 
matic unity, playing out a commonsensical humanity against a non- 
sensical bureaucracy. 


Evergreen is the story of a music hall performer who exploits 
her mother's success in the same field. The star is Jessie Mat- 
thews. (ho the hell is she??) Exit Smiling is a slap-stick co- 
medy which sounds promising ("It looks like dizziness, but it 
could be love", says the heroine at one point .) The Thief Of 
Bagdad not only stars Douglas Fairbanks, but marks the debut of 

a great director, Raoul Walsh. The Four Horsemen of the Apoca- 
lypse and Son Of The Sheik star Rudolf Valentino. Mantrap is 
about the tough life in & log-hut community, with the women rarer 
than gold. Features Clara Bow. 


A good deal of criticism has been voiced over the Brighton 

Film Theatre's programme policy. It seems that the current Try- 
to-give-something-to-everybody— policy isn't too successful, for 
nobody seems happy with the way things are going. One fully ap- 
preciates the need of the BF to show a profit, but the present 
policy of playing it entirely by ear will surely never pay off. 
In the May-July programme the unfortunate tendency to present 

a rag-bag sebection (a bit of the old, a bit of the new, a 

few banned ones, a bit of Opera, a bit of Theatre, and wrapping 
-it all up with a boost to the good old British Comedies) has 
been continued. Once again, one is baffled by the lack of genu- 
-inely cinematic culture which manifests itself in such a selec- 
tion. 


Another reminder: the Curzon Classic Festival. Again, we 
have previewed the films we think are the most important ones. 
One should add Hitchcock's Under Capricorn which nobody here 
has seen yet, but which we know to be highly thought of by the 
French critics, especially Chabrol and Rohmer. 


The University of Sussex French Society is running a season 
of Jean Cocteau films, starting on May 12th with 'Le Sang d'Un 
Poéte’, followed by 'La Belle et la Béte' and 'Orphee'. Cocteau 
in nis films is obsessed with myths which he tries to recast in 
their modern form, sometimes extremely effectively, sometimes 
with a rather forced poeticisn. 


We would like to remind readers that all the films shown 
at the University (afternoon and evening) are open to non — 
students, at a very modest price, usually 2/6. We have a big 
screen, and projection is very good under the given circumstances. 


26 


RATING OF FILMS 


Reviewed 


Alphaville 

Ta Régle du Jeu 

Gospel Acc.To St.Matth. 
Gun Fury 


Previewed 


Oo § 


Something Different 
Blackmail 

Le Feu Follet 

Blind Date 

So Close To Life 

Au Hazard Balthazar 
Mr Deeds Goes To Town 
Alexander Nevsky 

Way To The Stars 
Birth of A Nation 
Tirez Sur Le Pianiste 
Magnificent Seven 


The Party and the Guests 


Build My Gallows High 
Public Enemy 


excellent 

very good 

good 

interesting 
uninteresting/bad 


Mowe P.d. 


XOXO 


Pos 


XXX 


P.lie 


XIE 


xX 


